This article will examine, through close readings of Peil and Christy Ring, precisely this process whereby these coaching films 'textualise' the Irish nation.
Coaching Irishness through Film
As Hills and Kennedy have noted, representations of coaching in films do more than provide us with an opportunity to examine the various masculinities (the predominant focus) constructed in particular sporting contexts; they also offer a means 'to understand the ways that, as an audience, we are being asked to make sense of the relationships between them' (Hills and Kennedy, 2013, p. 41) . For the purposes of this study I wish to consider the manner through which both Peil and Christy Ring configure Irishness and the role they may play not only in coaching young people in how to play Gaelic games but also 'coaching' viewers -and particularly impressionable children and young adults who would have been a principal target audience for these films -on the nature of Irishness itself as an identity construct, including in terms of language, geography, politics and religion. As noted above by Hills and Kennedy, I similarly wish to 'understand the ways that, as an audience, we are being asked to make sense of' Irish identity as constructed in these films. Such representations, of course, cannot be separated from larger social processes and indeed are part of a process which (in Hayward's terms) 'textualises the nation ' (2005, p. x) . Film has a crucial role in this process, in the manner through which cultural identity is framed and depicted for popular consumption. Coaching films in particular provide fascinating texts to examine in this respect, as much for the manner in which they locate and contextualise a particular sport within a given society as for the instructions they may provide for the sport itself. With respect to Peil and Christy Ring, this is particularly evident in the manner through which these films reflect the position of the Catholic Church as the moral authority (with considerable effective political influence) in Irish society in the mid-twentieth century.
Post-Independent Ireland, the media and sport A further emphasis identified by Susan Hayward in national cinemas, 'identity and difference', was a recurring concern of the Irish political and cultural establishment from the emergence of the Irish Free State in 1922. Particularly in the decades immediately after independence, an array of organisations promoted indigenous Irish culture and institutions and asserted the distinctiveness of Ireland from Britain politically, economically, religiously and culturally. Simultaneously, considerable efforts were made -most obviously through the Censorship of Films Act (1923) (one of the first pieces of legislation passed by the newly independent Irish Free-State) -to control the distribution and exhibition of material considered potentially counterproductive to this goal (Rockett, 2004) . As this project developed apace, the growth in popularity of organized sport, particularly Gaelic games in Ireland acquired a particular importance. With the rapid rise in membership and attendances at its games across the country, the Gaelic Athletic Association (or GAA, the organisation which administers Gaelic games in Ireland) emerged as the most popular mass movement for the expression of independent Irish identity. The association's principal games, hurling and Gaelic football, established a reputation as the definitively Irish national sports as the nation building project of the Irish Free State developed (Crosson and McAnallen, 2011) .
The print media and radio played a crucial role in underscoring the centrality of Gaelic games to Irish life at this time, but film would also play an important role, particularly with the establishment of the National Film Institute of Ireland (NFI) in 1945 and through the institute's films of all-Ireland finals in Gaelic football and hurling produced from 1948 until the late 1960s (Crosson, 2013) . From 1959 to 1963, Gael Linn, an organization devoted to the promotion of the Irish language and culture, included Gaelic games among the subjects covered in its weekly 'Amharc Éireann' newsreel series. Indeed, sport and the cinema were in some respects complementary forces in the rise and development of Irish nationalism in this period. As Mike Cronin has argued in Sport and Irish Nationalism, sport, by virtue of being 'low culture and the passion of the many', is an ideal vehicle to use to understand popular Irish nationalism (Cronin, 1999, pp. 18-19) ; and cinema likewise appealed across all sections of society and acquired a large following particularly among the working classes (Beere, 1935/36) . Hence, throughout the early to mid-twentieth century, nationalist Ireland repeatedly used sport, and particularly in the immediate post-war era, the cinema, to encourage support for its cause.
Gael Linn, Gaelic games, and Film
The decision of the Irish-language cultural organization Gael Linn to film Gaelic games was inseparable from the overall concerns of the organization. While there was undoubtedly a public interest in the sports the 'Amharc Éireann' series featured, more important still for the series producers was the distinctiveness of the sports depicted and their recognition as authentic aspects of Irish culture (Pratschke, 2005) . As the title of the organization indicates -a play on Irish (Gaelic) words between 'Irish pool' and 'Irish with us' -Irishness was indeed a defining characteristic of Gael Linn from its inception. Above all, for Gael Linn's founders, the Irish language, its preservation and promotion, was a central concern. However, the beginnings of Gael Linn were also inseparable from Gaelic games; the organization began as a fund-raising project to support initiatives to promote the Irish language and culture, organizing a weekly 'pool' or sports lottery based on predicting the outcome of matches in hurling and Gaelic football on the model set by the football pools in England.
1 Within a few years of its formation, Gael Linn was sponsoring several (1964) . These films can be viewed in common with the films produced by the NFI as part of what has been described as a second cultural revival which began in the immediate post-war era (Pratschke, 2005, p. 36) . This revival was evident with the increased engagement by the Irish public with indigenous aspects of Irish culture, including sport. Gaelic games experienced record attendances in this period, increasing dramatically to over 85,000 for All-Ireland hurling final day in the mid 1950s and over 90,000 for the All-Ireland football final by 1961 (Corry, 2005, pp. 371-412) . Whitaker. This change of focus, from the economic nationalism associated with previous premier Éamon de Valera, also accelerated the transformation of Ireland from a primarily rural society to an increasingly urban one while opening the country to new economic, political and cultural influences, including following the launch of Ireland's first indigenous television channel, Telefís
Éireann (today known as RTÉ). While Lemass's policies brought economic success in the 1960s, Terence Brown has documented the 'much concerned, even heated, discussion' which the rapid changes in Irish society prompted. Central to this debate was the issue of national identity, 'in circumstances', as Brown continues, 'where many of the traditional essentialist definitionslanguage, tradition, culture and distinctive ideology -were widely felt to fly in the face of social reality' (Brown, 2004, p. 255) .
In summary, while Irish society was undergoing a period of considerable change, a growing engagement with traditional culture, including sport, became evident in the 1960s (Brown, 2004, pp. 262-263) . ' "Tradition" as Simon J. Bronner has noted, 'guides and safeguards continuity in a world of change' (Bronner, 1992, p. 1) . Gael Linn's coaching films were produced and distributed, therefore, within a context in which Irish identity was a recurring concern. This context ensured that these productions would ultimately constitute much more than just coaching films for Gaelic games' enthusiasts; they were important renderings and affirmations of Irish identity. (1962 ), Christy Ring (1964 , and coaching Gaelic Games The films were produced by Gael Linn in 1962 and 1964 respectively and each was directed by Louis Marcus. Initially Gael Linn planned to produce two coaching films on Gaelic football and hurling respectively on 16mm that could be used as coaching aids in schools but eventually it was decided to produce the two works on 35mm and in colour for cinema distribution, due to the popular interest in Gaelic games across Ireland (Marcus, 2008) . 16mm copies were also produced for circulation to schools and colleges across the country (Hickey, 1962, p. 17 Gael TD Sean Collins, and leading members of the Cork business community ('Premiere of "Christy Ring" film in Cork'). These premières were also described in the media as more than just occasions for the launch of coaching films; they were events of national importance in the To those of us who remember the decades when 'Ringey' bestrode the whole hurling world a Colossus poised on a flashing ashen blade it is truly amazing how, through brief flashbacks to matches, to newspaper headlines, to 'still' pictures, Louis Marcus recaptures the aura not along (sic) of greatness but almost of invincibility that the Maestro from Cloyne carried with him onto so many fields through so many years … To me, as to most of those present in the Cork Savoy last Friday and who had like myself, been reared on the hurling fields, those instructional sequences were nothing short of sensational for, in them Christy Ring goes far beyond the basic skills of hurling. Here the sorcerer goes near to revealing the very sources of his own magic, the Maestro lays bare, to a remarkable extent, the secrets of his own success (Puirseal, 1964, p. 19) . repeatedly as the credit sequence roles, and at the pre-match ceremony. We watch supporters making their way, stopping occasionally for cups of tea as they travel by car, van, bus, foot, and boat (crossing the river Lee to the stadium) for the game featured.
Peil
As an important point of identification for Irish audiences watching each film, these crowd scenes engage viewers still further with sports they are already familiar with and enthusiastic regarding. In addition to the political resonance of the accompanying music, the instructional approach adopted to the skills of each game featured remain with the viewer throughout both Peil and Christy
Ring, even where skills may not be presented. Admonitions such as 'if done correctly', 'should be made only', 'it is vital', 'should be reserved', 'should be kept', 'never think in terms', 'should be practiced' (as delivered by a player of the stature of Christy Ring in his presentation of the skills of hurling) arguably continue to inform viewers (particularly young audience members learning the skills of Gaelic games, a principal target for these films) as they encounter other aspects of Irish society and culture, including the respect and status accorded to markers of Irishness depicted in the film, as well as social and religious leaders in Irish society.
Uniting the Nation
Following the demonstration of the skills, both Peil and Christy Ring return to the depiction of a match in each code. In Peil, the match featured is the 1960 All-Ireland football final between Kerry and Down. As with previous sequences, this coverage focuses again as much on the social occasion and those attending the game as on the game itself. This includes several minutes depicting the buildup to the game outside the stadium, including supporters arriving by foot, by car and by match day buses to the stadium with the narrator informing us in Irish that 'today more than ever this is the centre of Ireland, they are here from every place, from North and South, crowds from the West and the midlands'.
When we finally enter Croke Park stadium, the commentary changes to a combination of Irish and English by broadcaster Michael O'Hehir. Our arrival in Croke Park is again significantly focused initially and repeatedly on the 'huge crowd' (as O'Hehir describes it) in attendance and their responses to the events unfolding. The attendance at this all-Ireland was indeed 'huge' exceeding all previous finals with almost 90,000 people present (Corry, 2005, 371-412) .
A considerable focus is given in both Peil and Christy Ring to the ceremony which precedes major Gaelic football and hurling encounters, including the arrival of the teams onto the pitch, the The moral authority of the Catholic church is also foregrounded in Christy Ring. In addition to the commentary in Irish, the review of Ring's career in the early section of the film is relayed via photographs, newspaper cuttings, and short extracts from films produced by the National Film Institute of Ireland. Included among the images of Ring is a photo of him kissing the ring of a Catholic Bishop prior to the start of a game (Fig. 3) , a practice that continued for major Gaelic games in Croke Park until the end of the 1960s. In Christy Ring, the demonstration of skills section is also followed by a return to the game that opened the documentary featuring a hurling encounter between Cork and Tipperary. Here also a considerable focus is given to the pre-match events and the crowd attending. As commentator 
